1.
The image is that of the news bulletin affixed to walls of factories and other public places. Together with the 'profit' of this device, he also cites the distributor's trick of 'getting' an audience-the so-called Boitler6 trick: THE THIEF OF BAGDAD fills the cash register for a month; next month [receipts] decline. He holds the film in an almost empty house for a third month, and the audience then starts to pour in again for six consecutive months.
He describes, in similar terms, his perception (or more exactly-the audience's subconscious perception): a normal perception occurs, and then there's a break in the perception of something outside the logic of the ordinary. This moment is held, and then, at a given moment, a restructuring of ordinary perception takes place-and this is particularly powerful in its effect. Voyez! From a technical cut, through social interpretation, to the distribution trick, everything's part of the same. Fabelhaft!
For C[APITAL], a puppet theater must be shot, but only (God help us!) in

4.
The use of the notion of the overtone develops at a particular stage in the extension and radicalization of Eisenstein's theory and practice of montage, that of work on The General Line (retitled The old and the New), described in Eisenstein's essay, "The Filmic Fourth Dimension" as "the first film edited on the principle of the visual overtone. The montage of Old and New is constructed with this particular method. This montage is built, not on particular dominants, but takes as its guide the total stimulation through all stimuli. That is the original montage complex within the shot, arising from the colision and combination of the individual stimuli inherent in it.
"These stimuli are heterogeneous as regards their 'external natures,' but their reflexphysiological essence binds them together in an iron unity. Physiological in so far as they are 'psychic' in perception, this is merely the physiological process of a higher nervous activity.
"In this way, behind the general indication of the shot, the physiological summary of its vibrations as a whole, as a complex unity of the manifestations of all its stimuli, is present. This is the peculiar 'feeling' of the shot, produced by the shot as a whole. ... As in that music which builds its works on a two-fold use of overtones." (The musical references cited elsewhere in this same text are to Debussy and Scriabin.) 5.
Pudovkin is citing a fragment of a major sequence in Eisentein's October, known as "The Ascent of Kerensky" in which the shape and dynamics of the Menshevik leader's career are epitomized. This sequence, brilliant in its use of temporal and spatial distension, constitutes a visual trope of extreme irony, sharply comic in effect. Eisenstein will refer to it from time to time in these journal entries. Here is his description of it, drawn from "A Dialectic Approach to Film Form," as an example of intellectual cinema: ". . . Kerensky's rise to power and dictatorship after July uprising of 1917. A comic effect was gained by sub-titles indicating regular ascending ranks ("Dictator"-"Generalissimo"-"Minister of Navy-and of Army"-etc.) climbing higher and higher, cut into five or six shots of Kerensky, climbing the stairs of the Winter Palace, all with exactly the same pace. Here a conflict between the flummery of the ascending ranks and the 'hero's' trotting up the same unchanging flight of stairs yields an intellectual result: Kerensky's essential nonentity is shown satirically. We have the counterpoint of a literally expressed conventional idea with the pictured action of a particular person who is unequal to his swiftly increasing duties. The incongruence of these two factors results in the spectator's purely intellectual decision at the expense of this particular person. Intellectual dynamisation." 6.
Mikhail Boitler was a former comic film actor, strongly influenced by Chaplin. Forced into retirement by the importation of Chaplin's films into the Soviet Union, he became director of a theatre specializing in the presentation of American films. 
8.
The reference is to the counter-revolutionary episodes in the Ukraine under the leadership of Makhno.
9.
This would indicate an already existing interest in Eisentein's part in the history of the Mexican Conquest. This was to flower two years later in the major, uncompleted film project known as Che Viva Mexico, undertaken after Eisenstein's sojourn in Hollywood and preceding his return, in 1931, to the Soviet Union.
10.
Maxim Straukh, the actor, a childhood friend and frequent co-worker. Their collaboration began at the time of Eisenstein's early theatrical productions for the Proletkult Theater.
Notes for a Film of Capital
The bridge sequence from OCTOBER (continues through page 16)
The most important thing 'in life' now is to draw conclusions from formal aspects of OCTOBER.
It is very interesting that "gods" and "Kerensky's ascent" are structurally one and the same: the latter-identity of fragments and semantic crescendo of the intertitles; and the first-identity (implied) of the intertitles "God," "God," "God," and semantic diminuendo from the material. Series of meanings. These are surely some kind of first indications of the method's devices. It is interesting that these things can have no existence outside the meaning, the theme (unlike, for instance, the lifting 'bridge' which can function iiberhaupt). An abstract formal experiment is inconceivable here. As in montage in general.
Experiment From the point of view of language!! We are, after all, primarily after economy of means (by no means beyond our means). Where, if not in directness, shall we find it?)
Footage goes into effective presentation of event unit. Just as it will be used for disclosure ('giving shape') of the unit of thought. Which in terms of 'plot' corresponds to an event as unit in old cinema.
If POTEMKIN... was allowed one half or one whole event to each part (i.e., mourning-meeting, flag; 'paskha' 12-the steps; pause-tarpaulin-mutiny,
12.
A traditional Easter delicacy in the form of a cake.
OCTOBER etc.), then, for this project, one idea (and this means 'impressing', not 'chewing over' the event entre parentheses-'mourning', 'pause', 'battle readiness', 'panic', etc.) to each part as there is one feeling to one whole or one half part, is just fine. The difference lies in the attractions'3 directed towards stimulating one concept, condensed (in this case) in terms of class, and the attractions directed towards arousing one's class-oriented emotion, (as in the previous case). The difference (confusing in a comparison) is that of the area in which the attractions (that is, the montage elements) must produce the given single effect.
Sensuous attractions are assembled on the principle of a single emotion ("a sad old man," + "a sail being lowered," + "a forward tendency," + "fingers playing with a hat," + "tears in the eyes," etc.) There is a distinct 'similarity'.
The 'similarity' of intellectual attractions which go into a single piece of montage is not of a sensual kind. That is to say, it's definitely not one of appearance, either. Those fragments 'resemble' each other in terms of conditioned reflexes, i.e., in terms of their meanings: baroque Christ and wooden idol do not resemble each other at all, but they do have the same meaning. A balalaika and a Menshevik 'resemble' each other not physically but abstractly. China, pyramids, New York, all that frightened Grisha, are not really themes, but montage fragments for forming thoughts. They correspond to closeups and medium shots of a single event.
13.
The genesis of Eisenstein's theory and style of montage is presented in "Through Theater to Cinema." "I think that first and foremost we must give the credit to the basic principles of the circus and the music-hall-for which I had had a passionate love since childhood Under the influence of the French comedians, and of Chaplin (of whom we had only heard), and the first news of the fox-trot and jazz, this early love thrived.
"The music-hall clement was obviously needed at the time for the emergence of a 'montage form of thought.' Harlequin's parti-coloured costume grew and spread, first over the structure of the program, and finally into the method of the whole production." Another popular source, cited by Eisenstein and his companions of the early years, was the form of the amusement park 'attraction', whose intensity of physical stimulus he assimilated into his aesthetic of dynamic conflict, drawing theoretical support from Pavlovian reflexology. We say, one shot, "China," corresponds to the 'central' shot 4 of the horse on the bridge. Naturally, this will be five shots (or more). But one must remember that these are (taken) not to explain China but to explain one's main idea, Egypt, by use of this one shot in conjunction with the others, like those of New York: Egypt.
Notes for a Film of
That shot is as unequivocal in this place as the shot of the sad old man is emotionally unequivocal.
This new outlook on things and events revealed itself with utmost clarity during a 'local' discussion:
Grisha: We will be in New York, in China, in Egypt (will expand in all directions). Mountains of material, etc. I objected that we will not, after all, be seeking a sensuous re-creation of China or whatever, as we came to do in the case of the battleship, factory, midday, etc.
A sensuous re-creation calls for 'footage' (here Gusman is correct, but barbarically ascribes to it the concept of 'language'). N.B. I recall how I talked about OCTOBER at Glavrepertkom,l5 saying that Sovkino had not given 8,000 meters for additional shooting of the village and countryside. They expressed doubt: if it did not 'fit' into 500,000, how could it be done for [the other] 8? I said, the footage is not used for meaning. The footage is used for an emotional priming.
The only principle derived from past experience and now applicable as the general rule: "That picture is cinematic whose story can be told in two words."
14.
The sequence to which the cited shot is central constitutes the supreme example of spatiotemporal distension and synthesis developed in October. It is analyzed and discussed at length in my "Camera Lucida/Camera Obscura," Artforum, XII (January, 1973).
15.
The governmental agency responsible for resolution of practical problems in film production.
13
OCTOBER If the picture 'articulates' one or two thoughts, cinematizes 'a method', then this corresponds to the whole part placed 'under' the dominant of grief; that is, to brilliant film-conditioning. So, having China, India and the devil knows what else is not really so terrible.
Furthermore, one realizes that without even chasing around after the flavor of Egypt, the whole of CAPITAL could be 'constructed' on a set. Schuftan.16 Glass. Model. It could be shot at the Third Factory [of Goskino]!!!17 N.B. This is obviously exaggeration to the point of paradox. Walkenkratzer aus Vogelschau and, on the whole, a terrific attraction of the frame in itself (sensuous attraction) that is, of the frame apart from its burden of meaning (intellectual attraction), is absolutely mandatory in this case. Why then, emotionalize we will; we must, quand meme, mustn't we? Non-fictional, then; not educational but absorbing and propagandistic. To "Kerensky"-a maximal reaction: applause, laughter. The Gods: perhaps the most sophisticated [structure] and the material which produces an effect with the most impressive image. Their formal selection (that is abgesehen from the 'philosophical' burden of meaning) and the formal parallelism constitute the academically brilliant, sensuously attractive montage.
Revenons a nos moutons. Film language is not terrifying as far as footage is concerned. On the contrary, it is the maximally succinct expressive mode; within fifteen meters the idea of Deity disqualifies itself;18 it requires, at least, much less effort to make it physiologically persuasive.
16.
The Schuftan Effect, invented in 1925 by Eugene Schuftan, cameraman, is an illusionistic process designed to perfect, through the use of reduced models drawn on glass, the integration of decor into film. It thereby reduced the necessity of shooting on location.
17.
A small and ill-equipped film studio in Moscow.
18.
This celebrated sequence of October was conceived and is frequently cited by Eisenstein as the structural model for "intellectual montage." An account of it is given in "A Dialectic Approach to Film Form:" "Kornilov's march on Petrograd was under the banner of 'In the Name of God and Country.' Here we attempted to reveal the religious significance of this episode in a rationalistic way. A number of religious images, from a magnificent Baroque Christ to an Eskimo idol, were cut together. Stylistically, this closed plot line, whose every moment serves as a point of departure towards materials that are both ideologically defined and physically dissociated, provides maximum contrast as well.
The final chapter should certainly produce a dialectical decoding of the very same story irrespective of the real theme. Der grossten Speisung! By means of which the 'beautiful' stylistic organicity of the work as a whole is accomplished.
Of course, this is quite conceivable even without a series of this kind (not through plot at all, but simply connected). Paradoxically, however, a deliberate 'small step back' from the final form always emphasizes brilliance of construction. Thus, it was good that THE WISE MAN was not simply a revue, but revised Ostrovsky! The sequential arranging of the 'distancing elements' could eventually proceed quite differently as well. The final chapter is on the class struggle; the little story should therefore be constructed to gain maximum advantage from its dialectical disclosure.
The elements of the historiette itself are thus chiefly those which, in the form of puns, provide the impulse towards abstraction and generalization (mechanical spring-boards for patterns of dialectical attitudes towards events). The historiette as a whole: the material for a dialectical disclosure through an overwhelmingly passionate final section. This, too, [should be built up] in as gray and banal a manner as possible.
I.e., just as the 'house-wifely virtues' of a German worker's wife constitute the greatest evil, the strongest obstacle to a revolutionary uprising, given the German context. A German worker's wife will always have something warm for her husband, will never let him go completely hungry. And there is the root of her negative role which slows the pace of social development. In the plot, this could take the form of 'hot slop', and the meaning of this on 'a world scale'. One great danger: not to succumb to niaiserie through excessive 'oversimplification': "it's in the bag" . . . 
Notes for a Film of
